. Untitled, graphite and gouache on paper, 2011. 24 Figure 12 . Untitled, gouache, spray paint, foil, graphite and collage on paper, 2010. 25 Figure 13 . Untitled, gouache, spray paint, India ink, graphite and collage on paper, 2010. 26 Figure 14 . Untitled, gouache, India ink, and graphite on paper. 2010. 27 Figure 15 . Untitled, gouache, India ink, and graphite on paper. 2010. 28
VERNACULAR (DIS) PLACEMENT
An acute awareness concerning the influence of place on identity has developed as a direct result of my upbringing in the coalfields of Central Appalachia. This background in an area that is heavily stereotyped and constructed by the mindful and mindless assumptions of both locals and outsiders has been a daunting presence throughout my life. The experience of place continues to exert a strong influence on my artistic work and is the impetus for the thesis: vernacular (dis) placement.
As the geographer Yi-Fu Tuan outlines, a place first acquires visibility, or is created, when it is displaced from the undifferentiated space of wilderness. With time and continual expansion the limits of settlement become less dramatized by a discernable boundary of wilderness and it is at this point that "the integrity of place must be ritually maintained". 1 While this ritual maintenance of place is the result of both inside and outside cultural forces, it can be best understood in the terms of vernacular culture. Places exhibit disparate levels of influence upon individuals and groups, particularly in terms of origination. I contend that Appalachia is a non-neutral place of origination. With my own experiences in the effort to transcend identity based upon cultural placement as the basis for my work, I am exploring the ways in which a place can shape a people, how a people structure their space, and the process that occurs as we begin to visit and move in or through diverse vernaculars. This body of work focuses on domestic spaces and the objects with which we surround ourselves, particularly the mundane and the forgotten.
Images manifest as a pastiche of the vernacular quotidian drawn from personal The shifting geographical, cultural, and mythical boundaries of Appalachia force scholars to address some very important questions, including the very existence of a place known as "Appalachia". 4. I see Appalachia as a place inextricably caught at the intersection of myth and reality. 5. Appalachia is a place that exists primarily in myth, but this myth creates a reality of separation. 6. "How can we take it [Appalachia] as an object except through the mediating forms it itself produces -in this case, mimesis, narrative, allegory, the insistence on particularity, ruin, and remembrance, the process of being caught up in discourses and signs and carried into states of nerves and the dizzy and studyin' on things." (21 The Space on the Side of the Road) 7. In spite/Despite all of my resistance, I am product and embodiment of these mediating forms. My worldview is framed by this existence. 8. I have internalized and continue to produce these mediating forms of mimesis, narrative, allegory, the insistence on particularity, ruin and remembrance, I am caught up in the process of discourses and signs and often carried into states of nerves and the dizzy and a studyin' on things. 9. I have carried this way of being with me. This aspect of the place from which I originated continues to dictate my experience of the world. It is my cultural framework, the one which I cannot escape and which pervades all my knowledge and artistic work. 
5.
On our travels, even as a small child, I was continually shocked and dismayed at the stereotypes we were forced to confront upon leaving the Appalachian region. For many, the Appalachian dialect continues to conjure images of stupidity, rednecks, hillbillies, inbreeding and the movie Deliverance. 6. In 2004, I believed that by leaving southwest Virginia, that by leaving that place, I would be able to escape this identity that had been assigned to me by the mindless assumptions of others, of outsiders. 7. Looking back, I realize that this identity was also oddly internalized and propagated by insiders as well. Our teachers attempted to instruct us on how to drop our accents (not that they could perform this function) while concomitantly delivering lectures of institutionalized nostalgia masquerading as "Appalachian History". 8. Upon leaving my hometown and its population of less than 1,000 residents I eagerly anticipated my opportunity to cultivate a new identity, a non-Appalachian identity. 9. However, in Richmond, Virginia I was confronted with unprecedented personal experience of stereotyping, prejudice, anger, and above all, an all-pervasive need for people to "place" me. Where was I from? 10. On a near daily basis I encountered vehement and often negative reactions to my pronunciations. Why did they care where I came from? 11. I slowly came to the realization that the urgent need of others to place me was, in part, an effort to re-establish their own perceived place in a larger geographic-social structure. 12. This realization instigated my artistic concern with and investigation into the region of Appalachia and the roles of memory, myth, and attachment in the shaping of a place and a people. 13. My work became motivated by a desire to explore the place that has been such a daunting and inescapable presence throughout my life. 14. I did not realize at the time, but recognize now, that the geographic proximity of my perceived place and negatively stereotyped identity While living in Richmond, I began to notice a proliferation of abandoned homes in rural southwestern Virginia. On visits to my hometown I would explore these structures, collecting photographs, ephemera, and bodily memories of their forgotten spaces. 2. Through the creation of prints and drawings I questioned the existence of these structures. 3. I found their classification as purely abandoned unconvincing. 4. I was equally unconvinced that they failed to be removed for purely economical reasons. 5. The majority of these former homes continue to exist because of an attachment to that place by a person or a family. 6. In my work, I explored this point where preservation and attachment transform into neglect and abandonment. I believed that this intersection mirrored the collective circumstances of a place where growth had become synonymous with destruction. I saw the very existence of these houses as an expression of the ways in which myth can undermine reality and how history and the past can burden the present.
I took issue with and became frustrated by the region and what I
perceived to be a detrimental resistance to change. The town was/is dying.
I saw this as a manifestation of Nietzsche's theory of Antiquarian
History in the negative sense 9. My position is now more forgiving and less judgmental. began to explore the ways in which a place can shape a people, how people structure their space, and the process that occurs as we begin to visit and move in or through diverse vernaculars. ii. I am more than Appalachian. My worldview has been constructed and informed by more than one cultural framework or experience. iii. Question: How do you explore various cultural frameworks?
1. The overarching and inescapable fact of all life is that change is inevitable; flux and fluidity rule 2. One of the most common experience is that we all have a mundane, an everyday (where change happens slowly, but also where change may affect us the most) 3. Yet, no everyday experience is the same, on either a personal or a collective level iv. This question became more demanding and resulted in a greater shift in the work following my trip to India 1. Idea to make miniature paintings of mundane objects 2. The alluring ability of miniature paintings to be both Miniature and There is a similarity between my images and the still life depiction of objects 2. "Thus, whereas the still life speaks to the cultural organization of the material world, it does so by concealing history and temporality; it engages in an illusion of timelessness. The message of still life is that nothing changes…" (29 On Longing) 3. I, on the other hand, hope to speak to change and the inevitability of flux and fluidity. To clarify the conflation of time, of the present, which Nostalgia itself is a modern invention, at one time the diagnoses of a severe medical condition to which displaced people of the 17 th century demonstrated a high level of susceptibility. For Nostalgia to exist, the very concept of time and space had to change. Nostalgia is dependent upon the modern conception of unrepeatable, irreversible time and the modern division of time and space that makes the local and the universal possible. vi. "Restorative nostalgia protects the absolute truth, reflective nostalgia calls it into doubt" (The Future of Nostalgia) vii. My interest is in Reflective Nostalgia, which deals with longing, loss, and the imperfect process of remembrance. The ability of our memory to continually reconfigure its relationship to our present, always shifting the past in accordance with our present needs creating a conflation of time, fact and fiction that contributes directly to the instability of identification and understanding. viii. There is a danger in becoming attached to a place, people, or identity that has never in fact existed. The danger is in resisting change on the basis of attachment to a privileged and fabricated past. ix. I believe we can combat the dangers of nostalgia by continually questioning assumptions and biases and by making an effort to explore the cultural geography of the world to better understand how others have constructed their existence and how we may better construct (change) 
